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ABSTRACT 
 
I am regularly amazed by the power of artifacts. Objects can translate intent, skill, 
function, place, and time, causing us to reflect upon the maker and past users. By 
incorporating basketry patterns on the surface of my pots, I am creating a connection to 
my heritage. My family made baskets back many generations. The patterns are 
incomplete and fade as they weave around the forms. This reflects the nature of objects 
that have been used to the point of collapse. We live in a society driven by partial 
consumption and indiscriminant disposal. When something exhibits wear, we get a new 
one. But I believe that wear and the patina of age generally improves aesthetics. A good 
repair can be a point of interest and suggest a narrative. Similarly, I am proud of my scars 
and white hairs; they were hard earned. In a way I am making work that is about my self, 
my struggle with aging, and my connection with history. I am using the language of 
basketry and pattern carved into the surface of clay to express human conditions 
including frailty, durability, repair, exigency, and reliability. These objects are signifiers 
of history, utility, and togetherness. 
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CHAPTER I: FAILURE 
 
  
2 
 
 
 
Making ceramics is working on the edge of failure. At any point in the making 
process, disaster is not just a possibility, but it is a near certainty. When all construction is 
complete, you have to then release the work to the kiln. There are many variables that are 
involved with the kiln firing process that can literally make or break ceramic objects. I 
am ceding control and courting risk. That being stated, in some ways I enjoy failure. I 
experience an emotional response that is both heartbreaking and optimistically inquisitive 
the moment I open a kiln to see disaster. I see potential for repair. Repair is the act of 
making something that is no longer functional once again useful. Repair recuperates the 
identity of the broken object. In Interwoven I am celebrating the beauty in failure through 
the investigation of repair or the lack thereof. I am also interested in pattern. Pattern can 
be representative of a culture such as knot-work for the Celts or frets for the Greeks. In 
Interwoven, I am representing times and places that I have experienced through the use of 
pattern.    
David Pye says, “The essential idea is that the quality of the result is continually 
at risk during the process of making; and so I shall call this kind of workmanship ‘The 
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workmanship of risk’: an uncouth phrase, but at least descriptive.”1 What Pye is talking 
about is that the quality of craftsmanship is in equal proportion to the level of risk 
involved. This is the difference between mass manufactured goods and well-crafted 
handmade objects. The greater the automation, the lower the risk in the manufacturing 
process. There is very little chance of failure since the human hand is removed from the 
equation. The work becomes dead. The only real artistic conversation is about the lack of 
human touch. In Interwoven, I am emphasizing the risk and celebrating the accident that 
is inherent in the handmade ceramic process. Through this I am embracing the edge of 
failure. 
The word “utility” implies an action. An object that performs an action (to 
contain, to twist, to cut, to leverage, etc.) is by definition “utilitarian.” When a utilitarian 
object is damaged, the very reason for its existence is denied. It no longer exists because 
it does not perform its intended function. The object only regains its purpose when it can 
function in its given capacity. Repair reconstructs the identity of the object. With three of 
the objects in Interwoven, I am attempting to identify failure in the material, to recuperate 
the identity in the object, and to glorify the beauty in the accidental. This idea is evident 
in Now One, in which I used epoxy to mend a broken platter. I applied a filler material to 
                                                
 
 
 
1 Pye, David. The nature and art of workmanship. London: Herbert Press, 2010, 20. 
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repair a large crack through the center of the piece. Repair is important to me because of 
the usefulness and history that comes with specific objects. Repair returns an object to a 
state of newness. But, repair also can emphasize a beautiful failure. Specifically, kin 
tsugui, or Japanese gold repair, is used to celebrate the cracks that are caused to ceramics 
through use and accidents within the firing process.2 This process of gold repair is 
“intended to add strength, make a piece more functional, or make a piece watertight.”3 
When broken, the utility is compromised, but through repair, rather than disposal and 
replacement, the object regains a life and a continued history. In Now One I repair the 
crack using gold leaf to emphasize the beauty of the fissure, just like the way gold is 
found in nature. Gold is a symbol for unity, specifically in marriage ceremonies in which 
two people use a gold ring to symbolize two parts coming together to create a whole. 
Also, gold, by definition, is valuable, and adds worth to those ceramic objects to which it 
is combined.4 By adding gold to these imperfections, Now One and Oribe Mukozuke Tray 
illuminate the condition of human frailty, the intrigue of one’s flaws, and our attempt to 
repair ourselves.  
                                                
 
 
 
2 Kusakabe, Masakazu, and Marc Lancet. Japanese Wood-fired Ceramics. Iola, WI: KP Books, 2005, 67. 
3 Ibid. 
4 Kusakabe, 67. 
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CHAPTER II: PATTERN 
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When we perform seemingly mundane tasks every day, we are not only developing 
palpable manual skills, but are learning how to function in society. I come from a family 
of basket makers. I fondly remember working and weaving at the kitchen table with my 
grandmother, mother, father, and sister. In doing so, we were also building relationships 
with one another that go beyond the physical results. Interwoven is in part a manifestation 
of the influence of my family’s relationships that were built around craft, repair, and 
physicality. The objects made in exploration of this thesis are signifiers of history, utility, 
and togetherness. 
I look at pattern through the lens of a potter, and only recently through the lens of 
a basket maker. Basket making, much like pottery, is an activity that now is no longer a 
necessity, in a purely utilitarian sense. Technology has rendered most handmade 
techniques obsolete with the proliferation of sanitary-ware, glassware, and plastics. The 
handmade basket has become a luxury item. When my family made baskets, we made 
them not because we had a desperate need for containers to take eggs to market, but 
because my parents wanted to spend quality time with one another. Interwoven, is a series 
of ceramic objects that involve carved patterns that evoke weaving and nod to this 
historically group endeavor. 
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Verde Valley is about the immediacy of application of glaze. The vivacious and 
fluid stroke of the brush is made in direct response to my time spent with my mentor, 
Don Reitz. His work was influenced by the abstract expressionist painters and by the 
ceramic sculptor, Peter Voulkos. Reitz had a direct approach to making objects by 
treating the studio like a sandbox. He had complete freedom from preconceived artistic 
ideals and made art that revealed his life experiences, yet were clearly intuitive.  My use 
of clean, crisp line and relief carvings are partly influenced by the skills taught by my 
mother. On the surface of Verde Valley, I created intersecting sets of parallel lines that 
allude to a basket weave when carved in relief. It also references landscapes I associate 
with the Verde Valley in Arizona.  The time I spent there is influential to who I am as an 
artist. The landscape is raw and stark. Bleak desert is cut through with a verdant green 
stripe of a river. Remnants of human interaction with the environment are geometric 
oddities in an organic landscape. In Verde Valley, I create the illusion of depth when I 
masked the negative space to allow the woven pattern to accept the brushed glaze. The 
green color of Verde Valley, as well as many others in Interwoven, is partly homage to 
the working class education that my father instilled in me. As well as the natural 
landscape, the green is in reference to the color of the hydraulic press in my dad’s shop. 
For me, color is often a cue for memory of place. 
The colors used throughout the objects in Interwoven directly reflect the 
environment of the workshop. Yellow, green, blue, and red stand out to me in comparison 
with the drab colors of rusted metal and oriented strand board that dominate the space. 
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The mostly yellow vessel, Interwoven, has a rough application of Crawl Slip. I scratched 
the surface to create depth and interest where black stain collects to create the illusion of 
grime. Many of the works in Interwoven have a variety of colors applied, which 
references the combination of colors that make up the environment of work.  
Bigger is not always better, however with this series of ceramic objects, I am 
interested in pushing scale. I believe that this is a direct result of Don Reitz’s influence. 
He used to say to me, “You just can’t get the depth with small pots.” He was talking 
about variation across a large surface in a wood kiln. He found that subtle variation can 
be easily lost on a small pot. For myself, the cracked glaze finish is captivating across a 
large surface. This is evident in “Catawba Seoul” where I have heavily applied the glaze 
to emphasize the aged and worn quality across the voluminous waistline of the pot. The 
large brushstroke circumnavigating “Verde Valley” has a light, wispy fluidity that is 
quiet in application yet loud in scale. Size can have an influence on how the viewer 
perceives function. A larger object demands the viewer to look beyond simple utility. 
“Light Work” is a tray inspired by Oribe ware of Japan. It illustrates how scale and 
handle placement can lead the viewer to imagine more than just a simple basket. The 
viewer might see that it takes many hands to utilize a vessel such as this.  
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CHAPTER III: HISTORICAL INFLUENCE 
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I am interested in the division of space on the surface of my work. In order to 
create resting places for the eye, these visual cobwebs attract and hold the attention of the 
viewer. With “Catawba Seoul,” the majority of the surface is free of relief carving. 
Indeed from one side no carved pattern can be seen. Though the surface is lively with 
high-contrast brushwork, this area is fairly plain. As the eye moves around the vessel, 
relief lines merge with others to form the woven pattern. The intersections are focal 
points. I use the boundaries between pattern and field to delineate the separation of space. 
I believe Momoyama period-ware from Japan exhibits the very best division of 
space within an object. My undergraduate professor, Joan Byrd, planted this seed of 
interest in Oribe-ware, resulting in a brief investigation of the use of dynamic brush 
strokes in 2007. The green swaths of glaze divided by white background are accented 
with mesmerizing patterns in black brushwork. These patterns seem almost childish in 
nature, but display masterful control of visual relationships. Oribe ware revels in the 
irregular. The Japanese tenet of wabi-sabi, being the perfection and beauty in the 
11 
 
imperfect – the worn – is profoundly evident in the best Oribe pots.5 There is a different 
connection, however tenuous, between my work and Oribe. The main function of Oribe 
ware is to serve in various capacities in the Buddhist Japanese tea ceremony.6 I believe 
that the tea ceremony, as opposed to performance art, is a performance craft. After all, 
one difference between art and craft is that craft can be perfected.7 At its heart it is a ritual 
of respect, generosity, art appreciation, and conversation. In a word, it is a ceremony of 
relationships. In my work, I am using this influence from Oribe ware to divide the space 
of my vessels with pattern. Large fields of cracked glaze are separated by patches of 
pattern, like remnants of broken baskets or fragmented memories. Black stain, like years 
of grime, gives stark contrast to the brightly colored glaze, emphasizing the depth of the 
pattern. In Interwoven, I carve shape and line into my pots, which is a direct reference to 
Oribe ware. In Collared Jar, I simplify my carved line work to emphasize the brushwork 
and reflect the appreciation that I have for the imperfect. 
The form of my large vessels comes directly from Korean onggi and North 
Carolina Catawba Valley Pottery. Two cultures worldwide are known for their pickled 
                                                
 
 
 
5 Kuroda, Ryoji, and Murayama. Classic stoneware of Japan: Shino and Oribe. Tokyo: Kodansha 
International, 2002, 34. 
6 Ibid. 
7 Bayles, David, and Ted Orland. Art & fear: observations on the perils (and rewards) of Artmaking. Santa 
Cruz, CA: Image Continuum Press, 1993, 75. 
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cabbage. Koreans have kimchi and Germans have sauerkraut. These worlds collide in 19th 
Century America with Daniel Seagle. Seagle’s father Adam, as a young man, was 
apprenticed at a pottery in Germany and came to America to seek his fortune. Having 
traveled from Pennsylvania down the Great Wagon Road, he settled in the Catawba 
Valley of North Carolina where it was rich with high-quality stoneware clay, and high 
demand. Daniel, having come from the German tradition was familiar with salt firing 
with no applied glaze; but salt was a rare commodity in this part of North Carolina. Lead 
glaze low fire ware was common in this area but it was not practical for the type of work 
Seagle wanted to produce. He wanted to make large stoneware vessels suitable for kraut, 
and needed a glaze other than salt to make the ware sanitary. The exact origin of the 
formula for the alkaline ash glaze that he began developing is not known, but it was being 
used in China and Korea. Likewise his forms are more similar to onggi kimchi jars than 
the German sauerkraut jars of the time.8 He was a perfectionist in the curve of the wall of 
his pots. They have an achingly beautiful volume that is emphasized by vertical rivulets 
of ash glaze. Similarly, my work exhibits vertical scratches and gashes. Seagle’s aesthetic 
                                                
 
 
 
8 Zug, Charles G. Turners and Burners: The Fold Potters of North Carolina. Chapel Hill: University of 
North Carolina Press, 1986, 85. 
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credo was ‘form before function,’ which all of his apprentices lived by.9 His largest 
vessels have a swelling volume that have greatly influenced my own pots. Catawba Seoul 
is an example of this. The apex of the curve is a little lower and the rim flares a bit more 
than is typical of those types of vessels. This gives them a ‘full’ look that I admire, and I 
feel a kind of kinship with Seagle and most of the Catawba Valley potters since I grew up 
with those pots in my house. Those potters in the early 19th century were working at the 
edge of civilization with minimal mechanization. Out of necessity they dug their clay 
with a shovel, turned their pots on a foot operated treadle wheel, and burned their ware in 
kilns made of handmade brick. They were truly pioneer potters. I have great admiration 
for the ingenuity and indomitable spirit that allowed them to be successful craftsmen.  
An interesting concept of form following function is the example of Korean onggi 
vessels. Northern pots typically have straighter walls than southern pots. This is attributed 
to the angle of the sun. Kimchi requires heat to ferment. In southern latitudes, the angle 
of the sun is more direct and therefore, the vessel is more rounded. The inverse is true the 
further north you go.10 After relating this concept to traditional Catawba Valley potter 
                                                
 
 
 
9 DanielSeagle.com “A 70-Year Tradition of Pottery Making in the Catawba Valley”. 
Www.DanielSeagle.com - THE SEAGLE ‘SCHOOL’ Accessed May 10, 2017. 
http://danielseagle.com/the_seagle_school. 
10 Adam Field (ceramic artist) in discussion with the author, April 2017. 
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Kim Ellington, he laughed and said, “You know that’s how it works here. All the crocks 
that come out of the Northeast are straight sided, and all the pots around here (North 
Carolina) are rounded. Of course the southern potters started emulating the stacker pots 
from the high valley, so that’s why you started seeing straight walls around here.”11 The 
real reason the Northeastern pots had straight walls was that they were being stacked and 
fired in the more technologically advanced beehive kilns, while the Southerners were 
burning low wide groundhog kilns with the ware on the floor. The Northern potters were 
working in factories, while the Catawba Valley potters were farmer/potters working alone 
or in a small family group.12 When you are the one digging, processing, turning, and 
burning the clay, you want to be as efficient as possible, so you use the least amount of 
clay possible. The most efficient form, as far as weight of clay goes, is ovoid. So the 
Catawba potters made very lightweight, ovoid vessels. The northerners were thinking 
about efficiency of kiln space, so they tightly stacked their crocks on top of one another, 
and therefore needed thickly potted, straight walled vessels. These are all examples of 
form following function. The beauty I see in the curve of Daniel Seagle’s pots may be 
                                                
 
 
 
11 Kim Ellington (potter) in discussion with the author, May 2017. 
12 Zug, Charles G. Turners and Burners: The Fold Potters of North Carolina. Chapel Hill: University of 
North Carolina Press, 1986, 85 
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more about the efficiency and frugality of the potter, and less about Seagle’s “Form over 
function”13 credo.  
 
 
  
                                                
 
 
 
13 DanielSeagle.com “A 70-Year Tradition of Pottery Making in the Catawba Valley” 
Www.DanielSeagle.com - THE SEAGLE ‘SCHOOL’ Accessed May 10, 2017. 
http://danielseagle.com/the_seagle_school. 
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CHAPTER IV: 
CONCLUSION 
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 Interwoven is the first step toward an exploration of pattern, history, failure, and 
repair. Through this research, I have begun to develop a language in pattern that reflects 
my own history and my love for historical objects. Baskets show an exact history of the 
repetition of movement that the hand made during creation. This is significant in the 
connections it makes through lineage and across cultures. Before this research, I never 
thought beyond the look of pattern. I now see patterns and colors as powerful 
provocations for memory, time, and place. Texture and color allows me to describe 
remembered landscapes, both natural and manmade. I have learned that color alone can 
reference nature, such as the muted, wispy green in Verde Valley, or the deep ice blue in 
Grate Tray. These colors can transport memory to another place and create connections 
previously unexplored. Form references history. I have learned that in exploration of 
form, a more true history can be understood. In history, necessity and function dictate 
form. I appreciate the evolution of form and am excited about where further study will 
take me. History is a deep well that connects us all, and circumvents language, culture, 
and distance. Understanding the value of Failure has permitted me to show off the beauty 
in destruction and repair. Repair is the resurrection of that which was lost. The repair can 
give the work value beyond that which was instilled in the first place. My intentions for 
Oribe Mukozuke were to make a tray that references Oribe ware. The preconceived ideal 
18 
 
piece was lost when I opened the kiln to see the broken, seemingly failed tray. Through 
gold repair, the piece was more than salvaged. It was made better than I could have made 
it with full intent.  
In pursuit of this thesis, I have learned quite a few things including an 
appreciation of pattern and a better understanding of the role of color. But the most 
important thing I learned is that the pursuit is what is really important. The time spent 
agonizing over a question, writing and re-writing, making and remaking is where the 
rubber meets the road. If it weren’t for the hard times, how would you know the good 
times when you get there? In Boy Scouts I learned that the situations that were the most 
fun to tell stories about were the really tough situations. We tend to forget the easy times. 
I want my pots to talk about the tough situations. 
All of these things are interwoven 
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CHAPTER V: 
PROCESS 
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For my vessels I use a combination of techniques including wheel throwing and 
coiling. With my smaller vessels, I use a technique called capping. This is derived from 
the Catawba Valley tradition. I take a large piece of clay and quickly and coarsely throw 
a cylinder. I neck in the top a little bit, cut the top third of the pot off, and place it to the 
side. I then throw the bottom two-thirds of the pot to completion and reattach the top part. 
This allows me to get the most even wall thickness without taking a lot of time for drying 
between stages. With larger vessels I wedge a large piece of clay and throw a base. Then 
using onggi techniques, I add coils, paddle, and throw to complete the form. I also 
combine techniques when making slabs. On a large piece of canvas, I slam baseball size 
pieces of clay together into the general shape of the slab I require. I learned this technique 
while working for Don Reitz. After slamming the balls of clay together, he would 
compress them on the potter’s wheel. I get the compression I need in a different way. I 
refine the slab and compress it by hammering it with a wooden mallet. I learned this 
Taiwanese technique in a workshop with Yih-Wen Kuo. I feel that in the combination of 
these techniques, I have developed something completely different, and more of my own 
style. I then drape my slabs in large plaster slump molds to give them shape and structure. 
I am then free to attach the wheel thrown walls and handles to create my trays. 
I make my handles by extruding a large coil from my pug mill and roughly 
shaping it with my fingers on a long 1x4 inch board. I then refine it into a general dog 
bone shape and then give it fingermarks as if it were pulled in the traditional fashion. 
21 
 
This gives me the look of a pulled handle at a scale where pulling would be all but 
impossible. 
When my forms are finished I scrape them in a linear fashion, usually vertically, 
with a flexible steel rib. Using a small knife that I made, I incise shallow lines in the 
surface of my objects to delineate the ‘stakes, weavers, and ribs’ that reference basketry 
and Oribe pattern. When I decide which lines to use, I go through and remove the 
interfering lines and the unnecessary scratches from the raised area of the grid-like 
pattern. I then cut the perimeter of my grids, and using woodcut gouges, I remove a thin 
layer of clay from the negative areas. This area gets scraped to achieve a contrasting 
texture to the relatively smooth raised areas. I then go back and re-cut all of my lines to 
sharpen the edges. 
After bisque firing, I glaze the work with a slip-glaze that has been formulated to 
crack and peel. I achieve color by adding various stains to the slip-glaze. The glaze is 
applied with a whiskbroom in order to get strong brush strokes in the glaze surface. After 
firing to 2300 degrees Fahrenheit (cone 9) in oxidation, I brush the work with a thin layer 
of Amaco ‘Jet Black’ Velvet Underglaze. I then wipe the surface back with a dry towel to 
get the look of grime and age. The work is complete when fired again, this time to 1971 
degrees Fahrenheit (cone 04). 
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FIGURE 1. INTERWOVEN 
22x37 inches, Stoneware, 2017 
 
Using the coiling and throwing technique, the vessel, Interwoven, was made on 
the potter’s wheel. Lines were incised on the surface and the negative spaces were relief 
carved. It was glazed with Pale Yellow, Light Yellow, Medium Yellow, and White Base 
with a large brush using broad sweeping gesture. It was fired to 2350 degrees Fahrenheit 
(cone 9/10) in an updraft gas kiln, and re-fired after staining to 1971 degrees Fahrenheit 
(cone 04) in the same kiln. 
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Figure 1. Interwoven
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FIGURE 2. MIDORI MIST 
24x37 inches, Stoneware, 2017 
 
Using the coiling and throwing technique, Midori Mist was made on the potter’s 
wheel. Lines were incised on the surface and the negative spaces were relief carved. After 
bisque firing, some of the negative spaces were waxed to resist the application of glaze. It 
was glazed Lime Green with a very large brush using broad sweeping gesture. The waxed 
glaze edges were then sharpened with a detail knife. It was fired to 2350 degrees 
Fahrenheit (cone 9/10) in an updraft gas kiln, and re-fired after staining to 1971 degrees 
Fahrenheit (cone 04). 
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Figure 2. MIDORI MIST
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FIGURE 3. GATHERING PLATTER 
30x3 inches, Salt Fired Stoneware, 2017 
 
This platter was thrown on the potter’s wheel, allowed to harden, and then tooled on 
the underside. It was then pierced with a knife to create the basket like pattern. After 
bisque firing to 1751 degrees Fahrenheit (cone 08), it was glazed with pale blue, light 
blue, and medium yellow slip glaze. It was then salt fired to 2300 degrees Fahrenheit 
(cone 9) in a sprung arch gas kiln. Finally Gathering Platter was sprayed with Jet Black 
stain, wiped down to reveal the vibrant colors beneath, and fired to 1971 degrees 
Fahrenheit (cone 04) in an updraft gas kiln.  
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Figure 3. GATHERING PLATTER 
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FIGURE 4. BOUNTY 
32x20x4 inches, Stoneware, 2017 
 
Bounty was made by first pounding out a slab with a wooden mallet then texturing 
with a small rough piece of wood. It was then dropped in a plaster slump mold and 
textured on the other side. A rim was thrown on the potter’s wheel and attached around 
the perimeter. Once the piece was moderately hard, it was flipped over to add four small 
feet. After bisque firing to 1751 degrees Fahrenheit (cone 08) on rice hulls to maintain its 
curvature, it was glazed with a large coarse brush. Having been fired to 2350 degrees 
Fahrenheit (cone 9/10), the surface was rubbed with black stain to accentuate the crackle 
in the slip-glaze. Lastly it was fired to 1971 degrees Fahrenheit (cone 04) to make 
permanent the stain.    
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Figure 4. BOUNTY 
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FIGURE 5. LIGHT WORK 
35x24x13 inches, Stoneware, 2017 
 
For this tray, a slab was pounded out, given linear texture, and flipped onto a broad 
plaster slump mold. The top surface was given texture and then it was cut to the general 
shape of a traditional Japanese Oribe mukozuke tray. Several rings were thrown on the 
potter’s wheel and used to piece together the rim of the tray. Three long handles were 
formed on boards and attached to opposite sides of the tray. After extensive drying time, 
it was bisque fired in a downdraft car kiln to 1751 degrees Fahrenheit (cone 08) on rice 
hulls. This piece was waxed, glazed with Light Blue, Medium Yellow, and White Base, 
and fired to 2350 degrees Fahrenheit (cone 9/10) in the same downdraft gas car kiln on 
wadding. It was stained and re-fired to 1971 degrees Fahrenheit (cone 04). 
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Figure 5. LIGHT WORK
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FIGURE 5B. LIGHT WORK  
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FIGURE 6. WOVEN CIRCLE 
23x4 inches, Stoneware, 2017 
 
This platter was wheel thrown, trimmed, and altered. The surface was carved with a 
basket like pattern, bisque fired, and waxed. It was glazed with Pale Blue, Light Blue, 
and Medium Blue. After firing to 2350 degrees Fahrenheit (cone 9/10) and staining 
black, it was fired to 1971 degrees Fahrenheit (cone 04). 
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Figure 6. WOVEN CIRCLE 
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FIGURE 7. HEX BASKET 
11x26 inches, Stoneware, 2017 
 
The body for this basket was thrown on the Potter’s wheel using the previously 
described capping method. A handle was attached to the rim and the surface was relief 
carved with a hexagonal pattern.  After bisque firing, it was brushed with Lime Green 
slip glaze and oxidation fired to 2350 degrees Fahrenheit (cone 9/10) in an updraft gas 
kiln. It was then stained and fired to 1971 degrees Fahrenheit (cone 04).  
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FIGURE 7. HEX BASKET 
  
40 
 
FIGURE 8. COLLARED JAR 
16x26 inches, Stoneware, 2017 
 
Using the coiling and throwing technique, this jar was made on the potter’s wheel. 
Lines were incised on the surface and the negative spaces were relief carved. After bisque 
firing, some of the negative spaces were waxed to resist the application of glaze. It was 
glazed with Light Blue, Medium Yellow, and White Base with a large brush. The waxed 
glaze edges were then sharpened with a detail knife. It was fired to 2300 degrees 
Fahrenheit (cone 9) in an electric kiln, and, after staining, re-fired to 1971 degrees 
Fahrenheit (cone 04). 
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Figure 8. COLLARED JAR 
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FIGURE 9. HEX PLATTER 
23x4 inches, Stoneware, 2017 
 
This platter was wheel thrown, trimmed, and altered. The surface was carved with a 
hexagonal pattern, bisque fired, and waxed. It was glazed with Pale Blue, Light Blue, and 
Medium Blue. After firing to 2350 degrees Fahrenheit (cone 9/10), staining black, it was 
fired to 1971 degrees Fahrenheit (cone 04). 
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Figure 9. HEX PLATTER 
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FIGURE 10. GRATE TRAY 
34x21x4 inches, Stoneware, 2017 
 
The base slab for this piece was made by forcefully throwing fist sized balls of clay 
together on a sheet of canvas, then pounding them flat with a wooden mallet. The slab 
was flipped onto a plaster slump mold and cut to a fan shape that is reminiscent of 
traditional Oribe trays. A thrown rim was attached to the perimeter. Another thick slab 
was made and attached to the small end. This slab was slotted with a knife. A hexagonal 
pattern was relief carved into the surface and the piece was bisque fired. Glazing was 
done with Medium Blue and Light Blue. After high firing, the tray was stained and re-
fired to 1971 degrees Fahrenheit (cone 04).  
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Figure 10: GRATE TRAY 
34x21x4 inches, Stoneware, 2017 
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FIGURE 11. NOW ONE 
28x4 inches, Stoneware with Gold Leaf, 2017 
 
This platter was thrown on the potter’s wheel and the rim was altered. In the bisque 
firing a small crack appeared at one of the dents in the rim. It was then purposely broken 
down the middle. One half was glazed with Bright Green and both halves were fired to 
2350 degrees Fahrenheit (cone 9/10). After staining and firing, the two halves were 
reassembled with PC-7, leaving a gap between. The epoxy was then painted with black 
lacquer, sizing was brushed on, and gold leaf was applied.  
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Figure 11. NOW ONE 
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FIGURE 12. WELL LIVED 
31x6 inches, Stoneware, 2017 
 
This platter was thrown on the potter’s wheel and the rim was allowed to harden. By 
pushing down on the rim it was cracked to elicit the feeling of age and hard use. It was 
further textured by dividing it with a jagged line through the center and scraping half with 
a stick. The other half was pierced and paddled with the stick. The scraped half was 
glazed with Pale Blue, Light Blue, and Medium Blue. After firing to 2350 degrees 
Fahrenheit (cone 9/10), staining, and wiping, it was fired to 1971 degrees Fahrenheit 
(cone 04).  
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Figure 12. WELL LIVED 
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FIGURE 13. VERDE VALLEY 
17x29 inches, Stoneware, 2017 
 
Using the coiling and throwing technique, Verde Valley was made on the potter’s 
wheel. Lines were incised on the surface and the negative spaces were relief carved. After 
bisque firing, some of the negative spaces were waxed to resist the application of glaze. It 
was glazed with Lime Green and White Base with a very large brush using broad 
sweeping gesture. The waxed glaze edges were then sharpened with a detail knife. It was 
fired to 2350 degrees Fahrenheit (cone 9/10) in a downdraft gas car kiln, and re-fired 
after staining to 1971 degrees Fahrenheit (cone 04) in an electric kiln. 
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Figure 13. VERDE VALLEY 
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FIGURE 14. ORIBE MUKOZUKE TRAY 
26x18x10 inches, Stoneware with Gold Leaf, 2017 
 
For this tray, a slab was pounded out, given linear texture, and flipped onto a broad 
plaster slump mold. The top surface was given texture and then it was cut to the general 
shape of a traditional Japanese Oribe mukozuke tray. Several rings were thrown on the 
potter’s wheel and used to piece together the rim of the tray. A long handle was formed 
on a board and attached to opposite sides of the tray. After extensive drying time, it was 
bisque fired in an electric kiln to 1751 degrees Fahrenheit (cone 08). This piece was 
waxed, glazed with Medium Yellow, and fired to 2350 degrees Fahrenheit (cone 9/10) in 
an updraft gas kiln. When the piece was unloaded from the kiln, it had extensive cracking 
and collapse due to insufficient support from rice hulls. The tray was stained with Amaco 
Jet Black Velvet Underglaze and fired to 1971 degrees Fahrenheit (cone 04). The cracks 
were filled with PC-7 epoxy and painted with black lacquer. After sizing was brushed to 
the lacquered surface, gold leaf was applied and burnished.  
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Figure 14. ORIBE MUKOZUKE TRAY  
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FIGURE 15. RADIAL WEAVE 
26x25 inches, Stoneware, 2017 
 
This platter was thrown on the potter’s wheel and the rim was altered to allude to the 
position of the hands when winnowing grain. It was allowed to harden then a raised foot 
ring was tooled on the underside. The platter was pierced and carved with a small bladed 
knife in a pattern resembling the weave of baskets used to fan rice. It was glazed with 
Light Red, Red, Pale Blue, and White Base. After firing to 2350 degrees Fahrenheit (cone 
9/10), staining, and wiping, it was over-sprayed with a thinned version of the stain. 
Finally the platter was fired to 1971 degrees Fahrenheit (cone 04).  
55 
 
Figure 15. RADIAL WEAVE 
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FIGURE 16. CATAWBA SEOUL 
21x25 inches, Salt Fired Stoneware, 2017 
 
This piece was thrown on the wheel then coils were added to increase height. A 
basket weave pattern was then relief carved on the surface. Having been bisque fired to 
1751 degrees Fahrenheit, it was glazed with Pale Blue, Light Blue, and White Base. This 
piece was fired in a salt kiln to 2300 degrees Fahrenheit with no additional salt added 
(residual). This allowed the areas with a thinner glaze to get a warm toasty appearance 
and the thicker areas fluxed enough to soften the edges of the crackle. After staining with 
Amaco Jet Black Underglaze it was fired in an electric kiln to 1971 degrees Fahrenheit 
(cone 04).  
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Figure 16. CATAWBA SEOUL 
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FIGURE 17. INSTALLATION  
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FIGURE 18. INSTALLATION  
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FIGURE 19. INSTALLATION  
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FIGURE 20. INSTALLATION 
  
62 
 
 
 
 
 
 
 
 
APPENDIX B: RECIPES 
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Reitz Stoneware Clay Variant (Cone 10) 
Goldart Stoneware Clay 50 
Hawthorn Bond 40 Mesh 20 
OM-4 Ball Clay 15  
Minspar 200 Mesh 10 
Kyanite 100 Mesh                                5 
Mulcoa Grog 35 Mesh +7.5% 
Christy Grog 14/28 Mesh     +7.5% 
Use about 54 lbs. water 
 
Tolbert Vitreous Crackle Slip Base (Cone 10 Oxidation) 
Nepheline Syenite A-270 Mesh  70 
#6 Tile Clay                                         30 
Soda Ash                                 3                           
 
For Pale Blue:                               
Blue Heron Apple Green                     +1% 
 
 
For Light Blue (Petty Blue): 
Blue Heron Apple Green                    +4%  
 
For Medium Blue:             
Blue Heron Apple Green                     +8%  
 
For Bright Lime Green: 
Cerdec/Degussa Yellow                       +6% 
Blue Heron Apple Green                      +1% 
 
For Pale Yellow: 
Cerdec/Degussa Yellow                        +6% 
 
For Medium Yellow: 
Cerdec/Degussa Yellow                       +12% 
 
For Intense Yellow: 
U.S. Pigment 1352-Y                           +15% 
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For Orange Yellow: 
U.S. Pigment 1352-Y +5% 
U.S. Pigment 1352-O +0.5% 
 
 
For Light Red: 
U.S. Pigment 1351 +5% 
 
For Red: 
U.S. Pigment 1351                            +15% 
 
Black Stain: 
Amaco Velvet Series Jet Black watered down 
 
Totally Awesome Sweet Alabama Liquid Snake (Cone 10) 
Nepheline Syenite A-270 Mesh 60 
Minspar 200 10 
Spodumene                  10 
#6 Tile Clay 20 
Soda Ash   3  
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